Introduction
While she no longer lives in the country of her birth -Croatia (then Yugoslavia) -and now resides in Amsterdam, Dubravka Ugrešić (b. 1949) continues to write in Croatian. Her works have been translated into over twenty languages, and she is the recipient of numerous literary awards. A literary scholar and translator with a specialization in comparative and Russian literature, Ugrešić emerged on the literary scene of her native country in the early 1970s with books for children, novels, and short stories. Her first book, Mali plamen [Little Flame] (1971) , was praised for its unconventional style, specifically its disregard for established forms of expression in Yugoslav children's literature such as didactic intonation or educational purpose (Skok, 1971: 39) . 1 This playful, experimental approach to literary creation, and an import of Russian formalism are evident in her subsequent work -both the short stories and the novels.
2 For instance, Viktor Shklovsky's conception of art as the means of creating 'the sensation of seeing'-prolonging the process of perception and living through 'the making of a thing'-finds its playful expression and application in Ugrešić's first novel (Shklovsky, 2015: 162) , Štefica Cvek u raljama života [published in English as In the Jaws of Life] (1981): a take on the genre of romance fiction. Assembling excerpts from women's magazines; references from literature and popular culture;
and combining sewing patterns as a conceptual framework with sewing jargon as an inexhaustible source of puns, Ugrešić creates a patchwork story of a typist who is yearning for love, and the author who, akin to a tailor, 'sews' the story together. The author continuously draws attention to the discourses surrounding and entering her own novel as well as the act of creation. The analogies to sewing and patchwork are also a nod to early women novelists and an awareness of an attendant genderedness at the heart of literary production and reception. For instance, in the last section In his supranational study titled Remaining Relevant after Communism, Andrew Wachtel expresses regret that Ugrešić has given up 'fiction to produce journalism ' (2006: 151) . Ascribing this ' choice' to 'the need to earn a living' and the ' deeply held desire to be relevant' due to a limited readership base for postmodern fiction and international newspapers' demand for ' experts' on the Yugoslav war, Wachtel observes that the author 'is not comfortable with the genre ' (2006: 152) . He only considers Ugrešić's first two collections of essays in English-Have A Nice Day and The
Culture of Lies. Omitted from his analysis are Thank You for Not Reading and Nobody's
Home, which encompass a thematic spectrum well beyond the Yugoslav war. More than a decade after the publication of Wachtel's book, it is evident that Ugrešić has not given up fiction. Furthermore, even her earlier work-to which Wachtel refers as 'journalistic prose'-resists an easy identification with non-fiction or non-literary. In 'Fictionary', the introductory essay to Have a Nice Day, whose original title in Croatian is Američki fikcionar [i.e. American Fictionary], Ugrešić draws attention to the genesis or, rather, making of the book-an attempt to assemble her 'scattered words (and scattered worlds) into some sort of order ' (1993a: 9) . The result is a catalogue of observations and remembrances hovering between different languages, places and realities. Similar to sewing in/of In the Jaws of Life, Ugrešić draws parallels between knitting up a pullover in an improvised bomb shelter and 'knitting up the reality that others are violently unravelling at the same time ' (1993a: 17) .
In her study of representations of nationalist kitsch in The Culture of Lies, Dragana Obradović rightly points out that criticisms of Ugrešić's essays, including Rokolj: Many a Footnote and Afterword 5 those by Wachtel, 'stem from the general pitfalls of the essay genre, which these scholars subsume into journalism ' (2016: 72) . By design, the essay is subjective, lacks established conventions or comes across as the 'solipsistic' writing exercise of an all-knowing self. As I will discuss shortly, Ugrešić is well aware of the pitfalls and the possibilities of the genre when it comes to the representation of reality and performance of identity. Yet, I would argue, more than a performance of a self or an identity, cultural critique or commentary, the essay offers to Ugrešić possibilities for agency -positioning herself and responding from within, without and between the texts. More than a meditation on her identities or materialization of authorial imprint, the essay constitutes her claim for discursive authority in an expansive global literary system that admits some, and slights many.
Ugrešić's more recent essays represent a compelling subset of her oeuvre for more than one reason. Going beyond columns, reflective pieces, anecdotes, glossaries or critiques, some of these essays are hybrid creations that subsume and assay fiction, nonfiction prose and literary criticism. Nowhere is this more evident than in the essay 'Manifesto' from Europe in Sepia, which constitutes a multilayered study in narrative strategies. As it explores thematic links with Yuri Olesha's novel
The Envy and the essay collection as a whole, the essay complicates the interface between the narrator and the author. I would argue that, in this instance, Ugrešić is a writer-critic who takes the essay into the realm of theoretical fiction, which Mark Currie characterizes as a performative rather than a constative narratology that ' enacts or performs what it wishes to say about narrative while itself being a narrative ' (2011: 59) . Moreover, examining the English language translations of Ugrešić's two latest collections of essays, Karaoke Culture and Europe in Sepia, one observes a lack of author's notes, prefaces or afterwards that had been an integral part to her earlier works in translation. These addenda informed the readers of the texts' temporal, geographical or cultural coordinates; allowed the author to revisit a particular question; or conveyed the idea of a conversation between the author, her readers and her texts. Instead, Karaoke Culture includes an afterword by the translator and a concise note on the copyright page stating that all changes and overview of the political climate at the time and traces cultural ostracism and media attacks on the author that led to her 'voluntary' exile (2013: 46-57) .
The Essay and Rupture
The circumstances surrounding Ugrešić's place of birth and her exile frequently surface in the extratextual context within which her work is assessed. Obradović observes that Ugrešić's ' competency as a writer has taken second place to her biographical legend ' (2016: 68) . Similarly, in Writing the Balkans, a special issue of the literary journal Wasafiri, Vedrana Velickovic points out the paradox with regard to Ugrešić's international literary stature: she has become one of the most renowned Croatian writers in the 'West' even though she refused to identify with any of the national or ethnic labels after the disintegration of Yugoslavia (2014: 13).
While much has been written about Ugrešić's novels and essays, her concerns with the moral responsibility of the writer and the autonomy of literature, and the links between her biography and her writing, little attention has been accorded to Ugrešić's use of the essay as a literary form in her capacity as a literary scholar and writer. For instance, in addition to thematic analyses of Ugrešić's essays and the discussions about their biographical dimension (Lukić, 2006; Craith, 2009; Vanuska, 2009) , critics have also looked at the questions of identity, including the reception of Ugrešić's essays abroad and her positioning vis-à-vis cultural, national and literary networks (Kolanović, 2008; Kovačević, 2013; Velickovic, 2015 Ellen Elias-Bursać, who has translated several of Ugrešić's works into English, touches briefly on the form of Ugrešić's essays, referring to them as ' an in-between genre peppered with juxtapositions, intertextual references to other literatures and film, social commentary' that take Ugrešić 'to the brink of fiction ' (2010: 137) . Similarly, Velimir Visković remarks that for Ugrešić the essay has become 'her basic form of expression' through which she speaks about politics and her personal experience in a literary style, but notes that it is difficult to decipher where ' documentary expression ends and fictionalization begins, where essay turns into a story ' (2004: 133) . Finally, in her study on authors as public intellectuals, Odile
Heynders perceives in Ugrešić's work a plurality of voices that encompass a conscious enactment of self and a disruptive style that result in a deliberate ambiguity: 'what is expressed of the author as self is not immediately the "truth" ' (2016: 71) . What emerges is an admixture of 'the sulky public intellectual, moraliser as well as an ironic observer ' (2016: 72) . It is certainly the case that Ugrešić's narrative strategies continuously stretch the boundaries of the essay as a literary form, and challenge an attendant biographical determinism that might saturate the readings of her texts.
Ugrešić herself has expressed reservations about reading of her opus strictly through the lens of biographical positivism. For instance, discussing her first novel in an interview with Priscilla Meyer, she expresses a concern about what she sees as the division between literature and women's literature, which constitutes 'vulgar sex labelling' (Meyer, 1993: 199) . Similarly, in an interview with Nataša Kovačević, Ugrešić maintains that she is ' against all types of categorization' as they constitute ' a form of anticipatory interpretation ' (2007: 309) . An echo of this conviction resurfaces in the author's note to the English version for her collection of essays Nobody's Home: 'I stumbled on a quote of Virginia Woolf's …: "As a woman I have no country. As a woman I want no country. As a woman my country is the whole world".
The manifest power of the statement took my breath away' (Ugrešić, 2008a: 296) . Ugrešić's distaste for identitarian labels is indicative of her desire for particularity with regard to authorship and literature. While she rejects essentialization and the reading of her work within the context of gender, Ugrešić, nonetheless, positions herself as a woman writer/narrator and engages with the questions of identity both in her work and the public arena. In that, she is similar to an extent to Woolf who, as Toril Moi (2009) points out, has been perceived by feminist critics as contradictory due to her concern with women's access to literature and, on the other hand, her desire not to write explicitly about her gender. For instance, in an interview for the Serbian daily Danas in 2013, she observes that the persona in her essays functions as an unreliable narrator; a narrative mask or a prop that prevents her from slipping into an authoritarian speech that characterizes the writing of male essayists who assume omniscient, preaching, moralizing or aggressively monologic forms of narration. For her, the essay is the most unconstrained literary statement, but it can be easily compromised when the essayist slips into authoritarian speech that is employed by religious and authority figures, politicians or dictators (Ugrešić, 2013a) . In an interview with Krunoslav Juraić and Ivana Perić for the Croatian journal Jat in 2013, Ugrešić admits that even though the essay has become a comfortable literary form for her it is nonetheless demanding, as she aims to make her writing readable to international audiences.
Ugrešić's Take on the Essay
This is not to say that her authorial freedom is curtailed-she chooses the themes and decides how she will write about them. She characterizes her essayistic work as a blend of feuilleton, short story, and essay that bears her own authorial imprint or handwriting. The fact that a reader could recognize the author's imprint in all of their writings should, in her opinion, be the foundation of a renewed literary and theoretical interest in authors and authorship (Ugrešić, 2013b) . In an interview with Daniel Medin for Music & Literature, Ugrešić states that she turned to the essay when 'things desperately… needed to be explained' having lost her 'familiar addressee'
and her 'familiar cultural environment' (Medin, 2015) . Furthermore, she references Theodor Adorno's claim that the essay's form is 'heresy.' Finally, in her interview for Wasafiri, Ugrešić characterizes the narrator of her essays as 'some kind of a nomad', who changes locations but whose geographic position is not important. Rather than focus on the perspective from any given geographic location, Ugrešić is interested in the perspective afforded by subjectivity. As she states: 'I do not care much about objectivity; rather, I insist on subjectivity. Everything is perceived and told from my own perspective. My perspective is marginal, floating at the surface, melancholic' (Velickovic, 2014: 15 (Genette, 1997: 160) .
Furthermore, the etymology of 'l'essai', a term employed by Montaigne to characterize his writing, points to the methodology and the intellectual underpinnings of this literary form. The word comes from the French essayer (to attempt, to experiment) and the Latin exagium-weighting an object or an idea, but 'never exhaustively or systematically ' (de Obaldia, 1995: 2) . It disorients the reader's horizon of expectations as it claims no responsibility for 'what is after all only 'tried out' and which is therefore closer, in a sense, to the ' as if' of fiction ' (de Obaldia, 1995: 3). This relationship between the reader and the author is further complicated by the essayist's attention to the projection of personality or the persona within the essay.
In her playful, polysemic essay, 'f Words: An Essay on the Essay', Rachel Blau DuPlessis presents a personal treatment of the essay as a literary form that, in many respects, parallels Ugrešić's poetics of the essay. To DuPlessis, the essay constitutes an instance in which 'the untransparent situated subject explores (explodes) its material in unabashed textual untransparency, conglomerated genre, ambidextrous, switch-hitting style ' (1996: 25) . She rejects readings of the essay as a message due to an inherent paradox within this literary form, which she terms ' antiauthoritarian authority', arguing instead that it is ' a way of representing struggle, crossings, and creolized exploration' (DuPlessis, 1996: 28) . For DuPlessis, the personal, the autobiographical and the feminine are the facets that need to be always addressed in any reading of the essay, but in conjunction with the broader context within which they exist and operate. As she concludes, '[t] he essay is the form in which material sociality speaks, in texty texts, forever sceptical, forever alert, forever yearning ' (1996: 37) . In other words, the essay is inextricable from both experience and art.
Authorship, Authority and the Essay
The nomadic, marginalized persona that Ugrešić assumes in her essays and theorizes The narrator returns to her impoverished acquaintance from Zagreb and tries to imagine several happy endings for him and his family, drawing attention to narrative artifice and the anecdote that triggered the entire essay. She declares that she is with Nikolai Kavalerov, whom she considers her brother, and many other 'loser' literary characters, authors and their faithful readers. The contemplation on illusions and betrayed expectations of the post-communist Europe is transposed to the world of literature. 'Our faces write a manifesto, bristling, unsettled, and shimmering like a fish hatchery' (96). In the absence of an overarching proclamation or consolatory answers, it is individual experience that takes primacy, and this includes that of the readers of a literary text. As she concludes the essay, the narrator addresses her own readers, asking them where they stand. Alternating between participation, observing and commenting, the narrator simultaneously engages with the cultural and political discourses, the world and the text. The essayist is at once a protagonist, storyteller, commentator, reader and literary critic. As such, Ugrešić's essay traverses into theoretical fiction that, to borrow from Currie, dramatizes the boundary between fiction and criticism, using it as ' an energy source ' (2011: 60) . The implication is that not only are the borders between multiple texts or the world inside and outside a text permeable but the acts of writing and reading a text are deeply interwoven.
The similarities between the narrator and the author -their common national that the reader will decide to read unduly neglected or underrated books' (Ugrešić, 2008a: 297) . In her interview for Wasafiri she acknowledges her literary training and scholarship, stressing the importance of 'literary apprenticeship', that is, doing 'something for literature in order to gain the right to write yourself' (Velickovic, 2014: 14) . Similarly, in a more recent interview for the literary magazine Versopolis, Ugrešić describes her literary apprenticeship as a combination of 'some theory, some translating, some digging out of forgotten authors' providing her with the right to her own voice (Slapšak, 2016) . This simultaneously self-effacing and self-affirming gesture -recognizing that writing is a claim to discursive authority within a vast cultural system that favours some but suppresses others -is indicative of Ugrešić's concern with authorship and identity. Moreover, as an act of self-authorization and an expression of ' antiauthoritarian authority', it encapsulates an inherent paradox at the heart of literary production by marginalized, subversive or counterhegemonic authors.
Ugrešić's essays 'A Woman's Canon', 'What is an Author Made Of?' and 'ON-Zone' from the last section of Europe in Sepia, especially, throw into sharp relief the questions of authorship and identity in the global literary system. Combining personal reflections, humorous anecdotes and references to literary studies, the narrator presents her own experience as evidence, an object of study and reflection.
It is by drawing from these different texts that she constructs the vocabulary and a working definition of her identity -i.e. writing from ' a nowhere zone' (175); an ' outof-nation' or ON-zone (215); and in a state of (self)-estrangement from the maternal literature, but not the maternal language (218). It is a position that makes a writer vitally dependent on translators as well as vulnerable to misunderstandings. 'As an ON-writer I always feel obliged to explain my complicated literary passport to an imagined customs officer…. And although it would never cross our minds to selfdesignate so, we readers -we are those customs officers', observes the narrator in 'ON-Zone' (Ugrešić, 2014: 218) . Avoiding the slide into pathos and deflecting her complaint, the narrator endears herself to readers, and, at the same time, deconstructs the very ground on which she is standing. A similar narrative strategy is evident in Ugrešić's most recent work, the essay-novel Lisica. 10 Reminiscing about the invitation to a Naples conference on migration that she ended up attending not because of its theme, but because she had never visited that city, the narrator describes herself and her fellow exiled writers as entertainers. She observes with self-irony, stating that 'we were masters of migrations, acrobats of exile, contortionists, tightrope walkers (who had managed to stretch the tightrope and walk on it from Africa to Europe) -writers likely to have something to say about emigrant life first-hand' (Ugrešić, 2017: 56) .
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As it engages with the questions that the author herself addresses in her interviews (e.g. ' out-of -nation zone' authorship or the reductionism of the global literary market) and experiments with narrative techniques (e.g. direct address to readers), Ugrešić's essayistic self draws attention to the very act of artistic production and her own writing self. Her engagement with the extratextual as well as her 
The Essay Against Time
In the author's note to her translated collection of short stories, Lend Me Your Character (2005), originally published in 1983 in Yugoslavia, Ugrešić addresses the dramatic political changes that took place in the intervening years and the necessity of repeatedly explaining things by means of footnotes and afterwords.
As she observes, '[t]ime revises faster than I do' (Ugrešić, 2005: 232) . This practice of adding to, revising or commenting from the margins of the text extends to In that text Ugrešić refers to herself as an ' autsajder' [' outsider'] and states that her essay 'Kultura licitarskog srca' ['Gingerbread Heart Culture'], which the well-known University of Zagreb academic Viktor Žmegač criticized as antipatriotic in the Austrian magazine Literatur und Kritik, was not a political pamphlet but a reflection on both communist and nationalist kitsch (Ugrešić, 1993b) . In 'A Question of Perspective', Ugrešić describes her article from Nedjeljna Dalmacija as a final attempt to initiate public dialogue that was greeted with silence or, rather, did not result in a direct confrontation with the author. This impossibility to establish a dialogue or to prevent one's writing from being misconstrued by media is compared to the 'broken telephone' game. In other words, a sender's message is never received in its original form. As she unpacks the Globus interview with Flaker, the author characterizes the text as ' deeply contextual'; as a translator of its intricate linguistic, historical and political context, she 'masochistically agrees to losing in advance' (207). The Globus, which, in addition to the interview, published the infamous article that labelled Ugrešić and four other women witches in 1992, is seen as one of the key actors in the broken telephone game. For 'narrative pleasure', Ugrešić includes in her essay the relics of that game-a list of insults and accusations that had been directed at her in print (218). This juxtaposition of epithets, as humorous as it is grievous, evokes the political context and foregrounds the deeply sexist language of the denunciation. The invective 'baba koja progoni Hrvatsku' is translated by Williams as a 'broad persecuting Croatia' (Ugrešić, 2010: 172; Ugrešić 2011: 219) . Though not inaccurate, in this case, the translation dims the intensity of the insult. The term 'baba' (i.e. old woman or grandmother in Croatian) derides the age of the accused and connotes unattractiveness or wickedness that might have been encompassed by the word 'hag'.
The last on the list of insults is the one that has had the strongest repercussion:
'witch.' Ugrešić likens her treatment in Croatian media at the time to the present-day practice of witch-hunting in poverty-stricken regions of the world. In an imagined dialogue with her detractors, she dramatizes the broken telephone game and finds poetic justice in the garbled message. In fact, Ugrešić re-appropriates the witch label help the cabbages grow bigger and shinier. Or is that just how things appear to me? I admit, it's all a question of perspective, and we're all responsible for our own. And, light as a feather, I ride the wind. (Ugrešić, 2011: 245) This poignant image encapsulates the tenor of many of Ugrešić's essays -a crystalline language imbued with irony, humour, and an aversion to cliché. She has adopted and adapted the essay in a manner that simultaneously reflects her aesthetic and moral concerns. In other words, she has found a literary form that accommodates pithy commentary; linguistic and narrative inventiveness; as well as a fruitful intersection between art and reality, the fictional and the factual, the personal and the political. The notion of perspective equally permeates Ugrešić's last collection of essays.
The essay that shares the title with the book, 'Europe in Sepia', makes a reference to an internal camera with which the narrator records her observations about the continent and, then, akin to photography editing software, promptly applies a uniform filter. 'It's as if the surrounding reality is a screen, stuck to my hand an invisible remote with three options: past, present, future. But only one of them works: past, sepia' (Ugrešić, 2014: 19) . While observing the reality as a screen implies a sense of distance, indirectness as well as amusement or facile consumption, the sepia filter conveys a sense of nostalgia and blurred vision. After her visit to Slovakia, the narrator, 'incapable of finding pleasure in the beauty of small differences' in Central Europe, chooses to save only two pictures on her internal camera (Ugrešić, 2014: 21 various ideologies, the narrator expresses a fear of 'the empty screen, of the absence of future projections' (Ugrešić, 2014: 35) . In the essay 'Bad Pupils', on the other hand, the narrator adds eavesdropping to her repertoire. 'Spying on the everyday is half a writer's job; the rest is creative filtering of the information gleaned' (Ugrešić, 2014: 111) . This idea of mediated experience and selective attention, as represented by the screen metaphor, dovetails with the underpinnings of the essay as an exploratory, provisional literary form.
Conclusion
As she engages with questions of representation of reality and the representation/ performance of identity, Ugrešić opts for a literary form that, from its very origins tends toward experimentation and self-reflection. In her essay 'ON-zone' from Europe in Sepia, Ugrešić the essayist observes that 'somewhere on a distant shore a recipient awaits our message. To paraphrase Borges, he or she exists to misunderstand it and transform it into something else' (Ugrešić, 2014: 221) . As she experiments with the container of her message(s) and the identity of the messenger, Ugrešić pushes the boundaries of the essay and, at times, challenges an attendant biographical determinism or mis-reading of her work. This is not to say that Ugrešić subscribes to the theories of the death of the author heralded by Roland Barthes and Michel Foucault in the 1960s who claimed, respectively, that there were as many meanings to a text as there were readers and that reading a text in connection with its author (i.e. author-function) limited the full range of its meanings (1977: 142-148; 1979: 141-160). Both in her interviews and her essays Ugrešić acknowledges the dictates of the literary market and attendant biographic determinism that encroach on her texts; nonetheless, she accords importance to personal agency and authorial imprint in her writing. From her earlier essays that dissected the political discourses of communism and nationalism through her more recent writings on globalized markets and the precarious identities of those who do not fit the reductionist and exclusionary labels, Ugrešić has placed her personal experience and position at the centre of her writing and the claim for discursive authority.
In her interview in Wasafiri, she states that, though not numerous, there are some 'wonderful readers' of her texts in the world, including literature students, critics, researchers and translators (Velickovic, 2014: 16) . While such a statement may be taken for elitism -the likes of which Levy (2014) writing careers do not count much in the grand scheme since they all partake in one single text. As he states, tongue in cheek, in the 'Epilogue' of his book, his essays have a 'tendency to presuppose (and to verify) that the number of fables or metaphors of which men's imagination is capable is limited, but that these few inventions can be all things for all men, like the Apostle' (Borges, 1964: 189 ). Ugrešić's attention to the very act of literary creation, her insistence on particularized authorship and experimentation, I would argue, challenge to an extent Borges' conception of literature as a vast, yet finite and, one might add, androcentric system in which ideas count more than individual agency.
Lidia Curti reminds us that one way to deny 'the rigidity of the law of genre' or avoid ' assimilation to the same' is to cross over and over again the borders of genres, resurrect and erase them or rewrite them continually (1998: 53). Ugrešić's own voice, and metafictional narrative strategies, as evident in her writing and her interviews, demonstrate an intent to continually explode universalist narratives of nation and literary canon. This tension between the texts, perspectives and re-readings is also evident in Ugrešić's latest work, the essay-novel Lisica. As the narrator remarks, 'literary footnotes struggle for survival like roosters bred for fighting; at a given moment, it all boils down to who will turn whom into a footnote; who will be the text and who its footnote' (Ugrešić, 2017: 241) . 15 
